





nicians and the actors wait behind the camera in depressed silence. The 
heat is so great outdoors that even behind these thick stone walls we are 
affected by it. 

The only person who seems oblivious to the discomfort is Marco 
Gemini, who plays Guido as a child. He is a bright, well-behaved little 
boy who is playing in the picture only because he was asked to: his ambi- 
tion is to be an engineer like his father. 

With Paul and Mirella, the script girl, I lunch at a table that was 
overlooked when the hotel set was moved out. Even Paul, whose unshakable 
casualness is a legend, cannot fight off the general dejection. Each time a 
set is dismantled, we feel we have swallowed something with a faintly 
bitter taste. 

The departure of Guido and Luisa from the hotel discloses the existence 
of an exterior stairway leading to the Colombo highway. The red carpet, 
the doorman standing at attention, and the old Lancia set the precise 
tone of the Grand Hotel at the spa. 

Last sequence: The memory of the wedding of Guido and Luisa (Se- 
quence 35) in front of a beautiful modern window designed by Piero 
Gherardi. As in the death dream, Fellini, to spare Marcello, literally lends 
a hand: it is all that is seen of Guido. 

While the lights are being adjusted, Anouk, in a short bridal gown, 
waits quietly in a corner. Fellini walks up and down with Brunello Rondi, 
gesticulating as I have so often seen him do. It looks as if he were telling 
his friend about a quarrel he had had. But I am told that these gestures 
and facial contortions simply reflect what he is saying about the scenario. 
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